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 i 
ABSTRACT 
 
The very notion of wounding can be argued to imply a process of healing. Indeed 
some wounds are at the outset designed to be instruments of healing. As ten 
years of my professional life were spent assisting in the surgical creation of such 
„wounds‟ in an operating theatre it is from this memory timeframe that I initiated the 
process of developing visual equivalents that become reflective of both wounding 
and healing. The operation theatre was also an environment from which I 
developed increased awareness of mind or psyche as an entity conceptually 
comprising both conscious and unconscious components. Within this context, it 
can be argued that the patient‟s state of mind moves between consciousness and 
forms of unconsciousness induced through anaesthesia. Through research into 
the writings of the psychoanalyst Carl Jung, I began to develop a greater 
understanding of the concepts surrounding the conscious and unconscious mind 
in relation to the development of consciousness as well as to the integration of 
opposites. It is from this understanding of a dynamic process within the mind itself 
that I have attempted to develop visual signifiers of paradox in order to give 
expression to symbols that are reflective of these processes and in so doing 
indicate the psychological journey towards synthesis and individuation.  
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GLOSSARY OF TERMS 
 
Apperceived – this word is used (Stedman [sa]:110) to refer to comprehension or 
conscious perception of any psychic content, and the process whereby the 
perception of psychic content is referred to one‟s own personality. 
Archetype – according to Jung (1962:555-556), the archetype is an imprint – a 
memory deposit which arises through condensation of innumerable similar 
processes. Archetypes are regarded by Jung (1962:557) as related to nature 
processes as well as inner determinants. In other words archetypes embody the 
expression of living processes and give co-ordinated meaning to both sensory 
(physical) as well as inner (psychological) perceptions. Jung regarded the 
psychological or emotional component of the archetype as an important feature of 
the archetype and according to Gordon (1993:80), he emphasized that it comprised a 
somatic-biological-instinctive pole as well as a psychic-spiritual pole.  
Consciousness – refers to the function or activity of the psyche that maintains the 
relationship of the psychic contents to the ego as the subject of consciousness. 
Consciousness is not identical with the term psyche. Psyche represents the totality of 
all psychic contents and these are not necessarily all directly connected to the ego 
but to the concept of the „self‟ as a regulating principle. This regulating principle, 
according to Jung (1962:535-536), is directly related to the processes of synthesis 
and individuation.  
Conscious orientating function – refers to the conscious attitudes through which we 
remain orientated or connected to our life worlds. Jung postulated four orientating 
functions of consciousness i.e. thinking, feeling, sensation and intuition. Function 
refers specifically to psychic activity or a phenomenal form of libido that remains the 
same under varying circumstances (Jung 1962:547). 
Feeling –in this study this term is used to define a notion of physical sensation. 
Where the word „feeling‟ appears between inverted commas it refers to emotion in 
relation to psychological content. Feeling in the installation reflects physical sensory 
recordings of experiences of pleasure or pain.  These experiences are however 
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positioned within in a milieu that is psychologically evocative of „feelings‟ as emotive 
carriers of consciousness in a relationship of paradox.  In the document „feeling‟ and 
its relationship to the processes of individuation is unpacked through the conflicted 
emotional discourse and imagery of the artist Eva Hesse. 
Healing – in this study healing refers to the physical paradigm. However when 
referring to the psychological aspect of healing the word synthesis has been given 
preference (see synthesis). 
Imago – this term is used in reference to the pictorial form of the instincts. It conforms 
to what is also regarded as a primordial image. Imago is synonymous in this research 
with the term archetype which is integrally linked to Jung‟s understanding of the 
symbol as an imago of paradox. 
Individuation – according to Jung, is a process of conscious differentiation, having as 
its goal the development of the individual personality in relationship to the concept of 
„self‟. The journey or processes of individuation leads towards increased conscious 
awareness and these processes are closely aligned in this research project with the 
transcendent function and its relationship to the processes of psychological synthesis 
(Jung 1962:561). 
Introjection – A psychological defence mechanism involving appropriation of an 
external happening and its assimilation by the personality, making it a part of the self 
(Stedman [sa]:797). Jung (1962:566) regarded introjection as “an „indrawing‟ of the 
object within the subjective circle of interest”. 
Integration – see synthesis 
Metaphysical – this word is used to make reference to invisible, organic processes 
within the mind or psyche. These processes, according to Jung, are as real as a plant 
or animal (Jung 1977:455). According to Jung (1977:468, “psychology cannot 
advance any argument either for or against the objective validity of any metaphysical 
view”. In Jung‟s opinion (Jung 1977:468), “the psyche is a phenomenal world in itself, 
which can be reduced neither to the brain nor to metaphysics  
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Paradox – in this study paradox refers to the oppositional variables of the „imago‟ that 
emerge at an appropriate time from the unconscious aspect of mind into conscious 
awareness. Jung regarded the imago as an unconscious (archetypal) manifestation – 
a „true‟ or „living‟ symbol. The symbol was, according to Jung (1959:380) always an 
imago of paradox. Additionally, Jung insisted that the unconscious mind cannot be 
understood in conceptual terms, but only through images. The symbol in its ability to 
hold imagery that is paradoxical and ambiguous therefore reflects psychic processes 
more accurately than concepts or reason alone. The paradoxical qualities of the 
individuating „self‟ are, according to Jung (1962:588), a reflection of the fact that 
psychological wholeness consists partly of the conscious and partly of the 
unconscious mind. 
Projection – Projection is the referring of a sensation to the object producing it. It is 
both a psychological defence mechanism by which a repressed complex in the 
individual is referred to another person; as well as the conception by consciousness 
of a mental occurrence belonging to the self, as of external origin (Stedman 
[sa]:1266). Jung (1962:566) regarded projection as the “transveying … of a 
subjective content into an object”. 
Psyche – Jung (1962:588) regarded the psyche as the totality of psychic processes, 
both conscious as well as unconscious. In this study the term psyche and mind are 
used synonymously.  
Symbiont – in this study is this word is used to refer to the material from which the 
organic skins for the installation have been grown. The symbiont is a gelatinous 
substance that when immersed in green tea and sugar, is used in Chinese culture to 
brew a medicinal beverage.  During the brewing process it forms a protective skin 
and it is this skin that has been investigated in the studio research and the installation 
of art works The word symbios is derived from the Greek word meaning „living 
together‟ (Stedman [sa]:1517) This idea of „living together‟ in a symbiotic relationship 
has been related in this study to conscious and unconscious processes within the 
individual psyche as an entity.   
Symbol – The symbol in this research is analysed as an imago of opposites that in 
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Jung‟s writings is related to processes of synthesis/integration, and individuation. The 
emergence of the symbol, according to Jung (1959:38), establishes a rhythm of 
opposites such as negative/positive, dark/light etc.  
Synthesis – Synthesis and the word integration are used interchangeably in this 
research document in reference to psychological healing. Jung‟s writings favour the 
word integration in terms of psychodynamic processes however the word synthesis 
was selected because in referring to the physical wound it was considered more 
appropriate to the analogy of this research. 
Transcendent function – Jung uses this term to refer to the unfolding psychological 
processes of individuation. These processes are guided by the symbol (1959:289). 
According to Jung (1962:610) “[t]he raw material, when elaborated by thesis and 
antithesis [and] in [the] process[es] of formation reconciles the opposites, is the living 
symbol”. 
Unconscious – According to Jung (1962:613) the unconscious is a psychological 
„boundary-concept‟ covering all psychic contents and processes which are not 
conscious, in that they are not related to the ego in any perceptible way. Jung 
distinguished between a personal and a collective unconscious. The relationship 
between the conscious and unconscious processes was regarded by Jung as 
compensatory. The unconscious is regarded as only being able to shape 
metaphorical and symbolic imagery. 
Wounding/Healing – The paradox of wounding and healing is used symbolically in 
this study in order to unpack the idea of a „division‟ or invisible boundary between the 
conscious and unconscious aspects of the psyche. Synthesis or integration of this 
division encompasses the processes described by Jung as the journey of 
individuation. 
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1. CHAPTER ONE 
1.1. Background and aims of the study 
The notion of wounding may be argued to imply processes that will potentially lead 
towards healing. In this study imagery of both physical wounding as well as 
healing processes have been developed and amplified. This has been done in 
order to present a personal interpretation of the Jungian theory of paradox in an 
installation of artworks. Although the installation as a whole gives visual form to 
physical wounding and healing processes, individual pieces, as well as the 
installation as a whole suggests a context of psychological wounding. This analogy 
has been used in order to unpack ideas related to the psychological journey of 
synthesis and individuation as explicated by the psychoanalyst Carl Jung and 
amplified through various commentators on his writings.      
The psychological processes of synthesis and individuation are intricately 
interwoven in this study with „feeling‟, an orientating function of consciousness. 
This function differentiates and evaluates psychological data or the lived 
experiences of an individual‟s life world through the oppositional variables of 
pleasure or pain, acceptance or rejection. From this continuous oppositional 
differentiation a potential ongoing synthesis of conscious and unconscious 
contents can be achieved within the mind as a whole. As Jung (1962:628) 
contended, “[w]e should not pretend to understand the world only by the intellect; 
we apprehend it just as much by feeling”. It is from this perspective that the 
psychological processes that lead towards healing, synthesis and individuation are 
examined. These processes, according to Jung are guided by the symbol. 
Jung defined the symbol1 as a psychological imago2 that in principle is 
                                            
1
 Use of the word „symbol‟ in this research is a synonymous reference to Jung‟s concept of the 
imago. 
 
2 
Imago in his research is positioned as coincident with the Jungian concept of archetype which is 
viewed as the structural means through which the collective unconscious becomes manifest. 
 
3
 The non-object refers to abstract items that cannot be regarded as referring directly to the 
phenomenal world of objective reality. The idea of the non-object is used in this research in order to 
render visual form to emotions. 
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paradoxical. As an imago (archetype) the symbol mediates between the conscious 
and unconscious aspects of mind. Jung aligned the emergence of the symbol with 
the transcendent function and the symbolic journey of individuation.   
The symbolic journey (or process) of individuation is, according to Jung, “an 
experience in images and of images” (Jung 1959:38). Jung‟s writings discuss this 
symbolic journey, aligning it to notions of religious ideology and alchemical 
practice. His writings on alchemy assisted in unravelling ideas related to the 
visible, physical and objective world as a counterpoint to the invisible, 
psychological or subjective world and were thus invaluable in the development of 
abstract visual equivalents or „non-objects‟3 for the installation Wounding and 
Healing. 
The second chapter of this document looks at the inherently dual nature of the 
psyche as understood by Jung. This duality or relationship of opposites is 
examined in the conscious as well as unconscious aspects of psyche. The 
examination of the unconscious mind includes an introduction to the Jungian 
concept of archetype and its relationship to the symbol. This relationship 
illuminates the symbol as a psychological imago that while expressive of paradox, 
can also be regarded as a signifier of the ongoing organic processes of 
individuation and synthesis.   
The conscious mind is examined through the lens of the feeling function of 
consciousness as well as the Jungian oppositional processes of introjection and 
projection. These oppositional processes are examined in order to position 
pleasure or pain as discriminatory variables of the „feeling‟ function of 
consciousness. These processes of discrimination also inform the reading of my 
own installation where imagery reflective of wounding and pain is inscribed with 
multiple „more and other‟4 associations that can be translated into feelings of 
pleasure or joy in a context that is entirely paradoxical.  
                                            
 
4 
The idea of „more and other‟ is an idea proposed by the art critic Ann Middleton Wagner in 
reference to Eva Hesse‟s work and is used in this research to emphasize an inter-relationship 
between the object and the subject.  
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The third chapter critically evaluates the relevant commentaries and theories on 
the artist Eva Hesse, whose work, including her hand written journal entries, 
embraced expressions of opposition and paradox. Her artwork, Contingent (1969-
1970) is analysed through the idea of the „non-object‟, advocated by, among 
others, the artist Ad Reinhardt. The analysis of opposition and paradox in 
Contingent supports the Jungian concepts of introjection and projection as 
conscious processes of discrimination, while affirming the Jungian contention that 
paradox is an inherent feature of the symbol. 
The fourth chapter of this document contextualizes the abstract imagery presented 
in the installation Wounding and Healing and maps in brief the labour intensive 
development of skins from an organic symbiont. This organic material provided an 
appropriate metaphor through which the concept of wounding and healing as 
paradox could be visually realized. From this material, evocations of human tissue 
and skin were developed into imagery reflective of both pleasant and painful 
feelings. These art processes are described in this chapter.   
In rendering form through the use of abstract paradoxical symbolism, the 
expectation is that the artworks will engage ideas that evoke a context of „more 
and other‟. This context, it is argued, allows an artwork to embody, contain, as well 
as provoke feelings. As non-objects these containers of feelings, while ostensibly 
devoid of other meaning, will hopefully establish an art-as-art context that reads 
only of feelings, physical as well as psychological. According to Ad Reinhardt 
(cited in Williams 2009:221) 
[t]he one object of fifty years of abstract art is to present art-as-art and 
as nothing else, to make it the one thing it is only, separating and 
defining it more and more, making it purer and emptier, more absolute 
and more exclusive – non-objective, non-representational, non-
figurative … The only and one way to say what abstract art or art-as art 
is, is to say what it is not.   
The symbolic forms when situated within a specific spatial and lighting context 
within the gallery are positioned in apposition to each other as well as contingent 
with the viewer‟s body. This relationship of contingency, arguably allows the 
viewer to experience ambiguous feelings on a personal level, while also 
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recognizing that these feelings are an inherent emotional dynamic of the human 
collective.  
The proposal document is included as appendix (A).  It is included as it succinctly 
outlines the study as a whole while clarifying the form and content of the concept 
and the relationship that these aspects share with the visual and written 
components of the study.  
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2. CHAPTER TWO: INTRODUCTION 
Using an understanding of the Jungian conception of psyche or mind as a guide, 
this chapter discusses the unconscious aspect of mind and its relationship to the 
symbol as an imago that encapsulates paradox (referred to from this point as 
„imago‟). Specific to this understanding is the Jungian emphasis that „psyche is 
image‟ (Jung 1983:50). In order to fully explicate the symbol as a psychological 
imago, the Jungian concept of archetype is also briefly explained. The Jungian 
lens used in this chapter is supported by various Jungian analysts and 
commentators on his writings. 
The conscious aspect of mind is then discussed in order to affirm the critical role 
played by division, opposites and tension within the mind as a whole. The 
orientating functions of consciousness and the evaluative processes of introjection 
and projection as developed by Jung are examined. The concept of paradox and 
its relationship to the symbol as psychological imago of complementary opposition 
is analysed. It is argued that the symbol, as a discriminatory guide, directs the 
processes of synthesis/integration between the conscious and unconscious 
aspects of psyche. 
2.1.  A Jungian perspective: the unconscious mind 
In Jungian theory, tension, as a result of division and opposition within the human 
psyche as a whole, constitutes the foundation on which his framework on the 
workings of the psyche is established. He regarded this inter- psychic tension as 
responsible for growth and development. 
In the unconscious aspect of psyche, according to Jung (1968:25), the opposites, 
as in nature, seek one another. He regarded the unconscious as having two 
primary divisions which he designated the personal unconscious and the collective 
unconscious respectively. Within this theory the personal unconscious is regarded 
as a repository of mainly „feeling‟-toned complexes which can be directly related to 
an individual‟s immediate sphere of existence or life world. These „feeling‟ toned 
complexes are made up of all kinds of forgotten, repressed, yet subliminally 
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perceived material and it is from such a repository of „felt‟ emotions that Eva 
Hesse‟s journal entries and her artwork Contingent are examined in this study. 
This research on Hesse was seminal in developing the idea of the non-object as a 
repository into which feelings are poured and held in abstract visual form and 
contributed significantly to the development of my own artwork for the installation. 
Jung regarded the realm of the personal unconscious as directly related to an 
individual‟s life world as opposed to the collective unconscious, which refers to an 
abstract region of psyche belonging to the total inheritance and experience of 
mankind. Jung regarded the collective unconscious as an ever present, 
amorphous substrate of reality from which the archetypes originate. 
Although unknowable in themselves, archetypes, as bivalent images or emotions 
are capable of being known through their manifestations and the symbol is the 
means through which the archetype manifests itself in consciousness. The symbol 
therefore objectifies a certain idea of the known world while hinting at something 
yet unknown. It cannot be dissolved or reduced to what it means (Jung 1962:601). 
According to Peter Munz5 (1973:60,63) a „feeling‟ state can be adequately 
expressed only by a symbol and therefore images are a vital element in our 
understanding of our own emotions. In other words the symbol is an imaginal 
psychic construct for which no other vocabulary exists and its meaning is yet to be 
fully realized by the individual. Once fully realized in consciousness the symbol 
can no longer be regarded as such. It becomes merely a sign pointing to that 
which is already known. In verifying that symbols are abstract and not fully 
knowable, Jung (1962:602) confirmed that “[t]he symbol is alive [only] in so far as 
it is still pregnant with meaning”. 
In her work, Bridges: Metaphors for Psychic Processes, Rosemary Gordon 
(1993:159) emphasizes, however, that symbols “need the furniture of the … 
material world in order to convey meaning and … point to the universal”. The 
symbol, according to Gordon (1993:8) involves the simultaneous experience of the 
                                            
5
 Peter Munz‟s work When the Golden Bough breaks (1973) was a useful reference with regards to 
this research as his writings deal with the idea that „feelings‟ must be symbolized. From this context 
the symbol is effectively positioned as a guide to consciousness. 
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known and the unknown, the concrete as well as the abstract. In supporting the 
idea of the archetype as a bivalent imago, she emphasizes that Jung regarded the 
archetype as having both a somatic-biological-instinctive pole as well as a psychic 
spiritual-pole (1993:159). 
 According to Gordon (1993:15) in order for the archetype to become an 
experience in the psyche it must be embodied in an image, emotion or phantasy. 
To this end the variables of pain/pleasure in a context of psychological wounding 
and synthesis were investigated as a potential means through which conflicted 
emotional „feelings‟ could be expressed in material form. Support for this idea was 
garnered from Jung‟s (Jung 2004:53) contention that paradoxical embodiment 
prompts the psychological process whereby energy within the mind is transformed.  
The process of visual embodiment, according to Gordon (1993:208), bridges the 
conscious and unconscious aspects of mind. This bridge is then capable of linking 
the past to the present, the private and unique to the social and cultural, as well as 
the personal to the collective. As she comments,  
[t]hrough the symbol, history – both personal and collective – is transformed 
into relevant and experienced actuality, private emotions … become 
shareable forms of communication, personal experience can expand into 
collective experience and collective experience can condense into personal 
experience” (Gordon 1993:208-209). 
2.2. A Jungian Perspective:  the conscious mind 
Consciousness or the conscious aspect of mind differs from its unconscious 
complement in that consciousness refers more readily to our relationship with our 
immediate sphere of existence or life world. This life world is apprehended through 
sensory perception and contemporary understanding. „Feeling‟ in relation to 
emotion is also an essential link to this life world. Consciousness is likened in this 
study to an individual stream which emanates from a mothering ocean that is 
„unconscious‟ of its being in every way. The individual stream holds within it, 
however, everything contained by the deep and nurturing ocean.  
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The essence of the conscious mind, according to Jung (1968:25), is discrimination 
through separation of the opposites. The Jungian analyst Lawrence Jaffe confirms 
that the experience of consciousness is made up of two factors. According to Jaffe 
(1990:36) “Conscious derives from con or cum, meaning „with‟ or „together‟ and 
scire, ‘to know‟ or „to see‟”. In other words consciousness is the experience of 
knowing together with an „other‟. Jung (1959:230) emphasizes that, “division is … 
true within the sphere of consciousness”. The notion of opposition or division into 
two is therefore an indispensable attribute of the experience of consciousness, 
which has the ego of the individual as its centre.   
The „self‟, however, was regarded by Jung as the true centre. The journey or 
approach to this centre is the symbolic process of individuation and this process is 
guided by the symbol. As a concept the „self‟ is a midpoint, a mediating or 
harmonizing centre between the conscious and unconscious aspects of mind. 
Conceptually the „self‟ can be understood as a gentle sentinel that constantly 
monitors and consciously integrates the experiences of an individual‟s life world in 
order to maintain a state of equilibrium and wholeness. These integrative 
processes occur for the most part outside of full conscious awareness (Jacobi 
1968:126-143). 
The monitoring of existence and its relationship to the individual conscious ego is 
according to Jung also carefully assisted by the functions of thinking, feeling, 
intuition and sensation. These modes of assistance Jung designated, „orientating 
functions of consciousness‟ in that they refer to certain forms of psychic energy or 
activity that remain theoretically the same under varying circumstances (Jacobi 
1968:11). In other words, independent of momentary changes, the mode of 
apprehending, assimilating and apperceiving psychic data remains constant. The 
thinking function apprehends the world through logical inferences; „feeling‟ through 
evaluations of pleasure or pain, acceptance or rejection. In this research 
evaluations of pleasure or pain and their relationship to „feeling‟ have been 
scrutinized in Eva Hesse‟s artworks. This scrutiny was seminal to the development 
of the skin-like imagery presented in the installation Wounding and Healing.  
Jung, according to Jacobi (1968:11-13), regarded both thinking and „feeling‟ as 
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rational functions of consciousness because they work with evaluations and 
judgement. They are however usually mutually exclusive i.e. either one or the 
other predominates. The other two functions, intuition and sensation, Jung 
regarded, according to Jacobi (1968:12), as irrational, because they operate not 
with judgement but with mere perceptions. All of mankind, according to Jacobi 
(1968:13), can be regarded as possessing the potential of these four functions; 
however, she remarks that experience has demonstrated that in each one of us 
only one function predominates. This function can be regarded as the superior 
function of consciousness i.e. it is the most developed, differentiated and always 
available to the individual, giving the conscious attitude its direction and quality. 
The superior function of consciousness pertains to that which is „in the light‟ of 
conscious awareness and has a masculine association.  Its opposite, the inferior 
function is confined to the unconscious and has a feminine association (Jacobi 
1968:126-143).6  
The other two orientating functions of consciousness i.e. sensation and intuition 
were regarded by Jung as lying partly within, as well as partly outside of, 
conscious awareness. If, however, according to Jacobi (1968:16), all four functions 
could be raised to consciousness, we would be able to speak of a round, complete 
or individuated human being.   
In addition to the four functions of conscious orientation Jung also regarded 
psychic data as apperceived and differentiated through the oppositional processes 
of introjection and projection. The „feeling‟ function of consciousness introjects and 
projects through the variables of pleasure or pain, acceptance or rejection. The 
oppositional emotional variables of pleasure/pain in relation to „feeling‟ have been 
used to unpack the artwork Contingent as well as the journal entries of Eva Hesse. 
This lens assisted in positioning Hesse‟s expressions as distillations of the 
processes of introjection and projection.   
As oppositional processes, introjection and projection refer in essence to a 
                                            
6
 Chapter four discusses the links between the unconscious and the feminine as evoked in the 
installation Wounding and Healing through the use of multiple metaphors.  
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complex state of continuous psychic balancing and re-balancing. According to 
Jung (Jacobi 1968:92) everything that is unconscious to the individual is projected 
outwards or objectified and only by an act of „self‟ knowledge are contents 
integrated into the subject, detached from the object and recognized as belonging 
to the individual psyche7. Marie Louise Von Franz (1980:34-36) acknowledges that 
we cannot relate without projection but states that there is within a projection a 
subjective „feeling‟ status so that you either „feel‟ that the projection fits or 
alternatively „feel‟ that it is no longer valid.  
In evaluating Hesse‟s written and visual expressions in the following chapter, 
evidence of these dual and vacillatory processes is analysed in order to support 
the contention that her work reflects aspects of the symbolic process and its 
relationship to the transcendent function and the journey towards the „self‟ which is 
led by the symbol as imago. Jung, according to Jacobi (1968:127), acknowledges 
that “[t]he archetypal image which leads from … polarity to a union of the two 
psychic systems – consciousness and the unconscious – through a midpoint 
common to both is the self” [emphasis in original].   
The art critic Linda Norden (cited in Baier 1992:58) states that “Hesse is at her 
strongest … when she locates unmediated equivalents for the fundamental 
opposition of self/nonself: inside/outside, dark/light, positive/negative, mass/void”. 
This statement appears to confirm that Hesse was indeed engaged in the 
polarized and vacillatory symbolic processes that lead towards the self, selfhood 
and individuation.   
Gordon (1993:195) confirms that when the symbol or transcendent function 
emerges, it is a sign that the psyche is ready to engage in an attempt to relate 
contradictory needs one to another i.e. the needs of the self and the needs of the 
ego, the needs of the personal and the unique, and the needs of the general and 
universal. In other words the psychological structures towards synthesis and self 
realization are in place. Stated differently, the biological/instinctive and 
                                            
7 
In this research an understanding of integration and detachment are subtly related to the idea of 
„more and other‟ identified in Eva Hesse‟s artworks. Additionally, as Nixon (cited in Taylor 
2006:167) argues, Hesse‟s work explored ideas of transference within the gallery space. These 
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psychic/spiritual poles are harmonized.  
2.3. Conclusion 
This chapter has looked at how the conscious/unconscious aspects of psyche 
need to work synergistically in order to achieve ongoing synthesis of the „self‟ or 
psychological wholeness. As these processes are guided by the symbol, as 
imago, the processes of individuation are clouded by vacillatory projections and 
introjections through which possible differentiation of opposites is accomplished. 
These vacillatory, introjective/projective feelings and their possible relationship to 
the symbolic processes of individuation and the journey towards selfhood are 
unpacked in the following chapter.   
 
                                                                                                                                    
ideas are discussed in more detail in chapter three. 
 12 
3. CHAPTER THREE  
3.1. Introduction 
The artist Eva Hesse‟s work is regarded by art critics such as Lucy Lippard and 
Maria Kreutzer among others as expressive of opposition and paradox. Her 
chronology8 supports the context of possible psychological wounding.   
Expressions of opposition and paradox, in relationship to the processes that lead 
towards synthesis between the conscious and unconscious mind are areas of 
interest to me. Thus an unpacking of Hesse‟s writings and artworks through this 
context has been invaluable to my own studio processes. When examining her 
expressions of chaos/order, dark/light, opacity/translucency, heaviness/lightness, it 
was realized that these complementary expressions were possible imagos arising 
from an interface between the conscious and unconscious aspects of mind. It was 
further realized that imagery of wounding/healing, when explored through the 
Jungian oppositional lens of pleasure and pain, could assist in shifting a physical 
paradigm into a psychological frame for my own installation Wounding and 
Healing.   
                                            
8
 Born to Jewish parents, Eva Hesse, at the age of two years of age boarded the Kindertransport 
(children‟s train) in Hamburg, on route to the Netherlands to escape the holocaust in war torn 
Germany. She was accompanied only by her four year old sister.   
 
Together they were accommodated in Catholic children‟s home and although they were visited by 
family and family friends it was two months before they were re-united with their parents. At the age 
of three together with her sister and parents she left the Netherlands via England, to settle in the 
United States of America. When Eva turned eight, her parents separated. The following year they 
divorced and her father remarried someone also called „Eva‟. This series of traumatic events 
culminated in the suicide of her mother when Eva was ten years of age.  
 
At the age of twenty five she married Tom Doyle, an already established sculptor, and at the age of 
twenty-eight she travelled with him back to her native Germany for a period of 15 months on the 
invitation of a German industrialist.  This re-visiting of Germany and her „roots‟ is an event regarded 
by many critics as catalytic to her art processes and her „break through‟ body of work.  
At the age of thirty shortly after her return to New York she divorced her husband and in the same 
year her father died.  
 
At the age of thirty-three she exhibited „Contingent‟. She died five months later in 1970 aged thirty 
four years of age. 
 
 (Sussman & Wasserman 2006: 133-144). 
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In this chapter it will be argued that Hesse‟s complementary expressions visually 
signify an interface between the conscious and unconscious mind and that this 
interface is responsible for the vacillatory processes of introjection and projection 
that aid conscious differentiation. This oppositional interface provides imaginal 
reflections the guide the processes of synthesis and individuation. 
In this chapter Hesse‟s life is contextualized in order to support the idea that her 
journal entries and artworks are signifiers of synthesis and individuation. Her 
journals are unpacked in order to position pleasure/pain as oppositional and 
vacillatory variables of the „feeling‟ function of consciousness. The lens of the 
Jungian concepts of introjection and projection is used to support the idea that her 
journals and artworks were emotional „feeling‟ repositories through which she 
balanced the pleasure/pain opposites of her life world. Following this, her artwork 
Contingent is discussed. This discussion briefly unpacks this artwork against a 
backdrop of Hesse‟s life as an artist. Subsequent to this, Contingent is examined 
as a container of potential memories and metaphoric imagery abstracted from the 
unconscious aspect of her mind and reflective of her „feelings‟ in relation to her life 
world experiences. Finally, Hesse‟s particular use of materials and gallery space is 
examined.  
3.2. The artist Eva Hesse 1936-1970 
Eva Hesse was born 1936 in Hamburg, Germany. Her early chronology reflects a 
life clouded by difficulties and disturbing events. In 1959 at twenty-three years of 
age she received her Fine Art degree from Yale University and moved to New 
York, where she immersed herself in the prevailing minimalist milieu of the time. 
She held her first solo exhibition in 1963 and in 1969 exhibited Contingent, 
regarded by many as her masterpiece, in the Art in Process IV show, at the Finch 
College Museum. She died five months later in 1970 at the age of thirty-four 
(Sussman & Wasserman 2006:133-144). 
The art critic Anne Middleton Wagner (1996:258) suggests that 
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[a]nyone who wants to make a serious contribution to remembering 
Hesse will have to speak about a wound – not as the chief 
characteristic of her art, but as the emblem of its transformation in print. 
The emblem, to which Wagner refers, is related in this study to the symbol as 
imago and the relationship it shares to processes of healing and synthesis. The 
imago, or visual manifestation of paradoxical imagery, emerges from the 
unconscious aspect of mind and serves to progressively inform the conscious 
mind through processes of differentiation. According to Wagner (1996:258), 
“[w]hat is striking about Hesse‟s art is its utter inwardness with the artistic 
languages of the day”. For although, according to Wagner (1996:258,259) she 
was, entirely comfortable with the language and concepts of Minimalism, i.e. the 
machine, the grid, the cube, repetition etc. she allowed a dialectic between her 
own forms and forms that were more readily accessible to take place9. Coincident 
with this approach, according to Wagner (1996:258), was that her works inevitably 
evoked a context of „more and other‟. This „more and other‟ context is related in 
this study to an inner perception of „feelings‟. In other words, Hesse intuitively 
perceived an unconscious/conscious interface and in becoming increasingly aware 
of a myriad conflicted sensibilities and „feelings‟ gradually over time, differentiated, 
contained and objectified these consciously sensed emotional „feelings‟ within her 
artworks, as objective signifiers. 
The art critic Kreutzer (cited in Baier 1992:82) while also reading Hesse‟s „wound‟ 
in the context of psychological inner „feelings‟, states however that, “[t]he wound is 
not only an inner [„]feeling[‟] … it is also an „opening‟ to the outside world”. This 
particular positioning of „wound‟ as an „opening‟ is coincident in this study with the 
notion of an interface between the conscious/unconscious aspects of mind and the 
relationship that this interface shares with the increase of both knowledge and 
consciousness. 
According to Jung (1976:158) in the journey towards consciousness, division into 
opposites is an essential prerequisite of critical thought. In other words as the 
                                            
9
 In other words she allowed access to her own art forms through the guise of more readily 
accessible forms. 
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formless unconscious content surfaces into consciousness it divides into 
opposites, to become an archetypal imago or symbol. This imago sets in motion 
the vacillatory thought processes through which conscious differentiation unfolds.  
The conscious processes through which form is delineated from the formless 
content of the unconscious mind can be recognized in an art work through 
structures of opposition. According to the art critic Lucy Lippard (Sussman 
2002:63), a structure of opposition, “suggests a dyadic, transcendent order” and 
this transcendent order is coincident in this study with the symbolic processes of 
differentiation that lead towards individuation.    
In differentiating between oppositional „feelings‟ of pleasure or pain, both the 
theoretical and practical aspects of this study position feelings as emotional 
messengers of the unconscious aspect of mind. According to Jung (1959:278) the 
unconscious begins where emotions are generated. Von Franz (1980:252) regards 
emotions as the carriers of consciousness stating that there can be no progression 
of consciousness without emotion. In other words, emotion is an indicator of a 
psychological urge towards processes that potentially lead to the development of 
consciousness, synthesis and individuation. In confirming that an artwork can 
allow the „feeling‟ of the unconscious to become more conscious, Jung (1964:111) 
supported the position that artworks can operate as containers or repositories for 
abstract and often conflicted imagery.   
In positioning Hesse‟s journal entries and artworks as possible containers of 
conflicted emotional „feelings‟, support was garnered for the idea that conflicted 
imagery can arguably reflect the journey of individuation towards „selfhood‟. As 
von Franz comments “[the] only way the self can manifest is through conflict” 
(1980:121). During the journey of individuation, conflicted emotional „feelings‟ are 
differentiated through processes that if successful, can be argued to initiate a 
measure of closure to psychological or emotional pain, while simultaneously 
prompting increased conscious awareness.  
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3.3. The journals of Eva Hesse 
According to Wagner (1996:230-235) Hesse‟s journals were repositories for her 
emotional „feelings‟ and provide clear evidence of the continuous self questioning 
that she unconsciously/consciously engaged in. Wagner does not however regard 
the journals as imaging the „self‟ of Hesse, but rather how the „self‟ was integrated 
over time. In Wagner‟s articulate separation of these two perspectives she 
validates the processes of synthesis and individuation that engaged Hesse for 
most of her life. 
In January 1964 at the age of 28 and while still married to Tom Doyle her sculptor 
husband, Hesse (cited in Chadwick 1996:339) wrote in her diary: 
I cannot be so many things … I cannot be something for everyone … 
Woman, beautiful, artist, wife, housekeeper, cook, saleslady, all these 
things.  I cannot even be myself or know who I am.  
These ‘things‟ to which Hesse refers are in a sense projections of the various 
designations through which she tried to establish her true self. In a letter to her 
father evidence of her need to establish this „self‟ and become an individual is 
recorded in the following way.  
I‟ve got to try for myself. To live a life that I will set for myself, to become 
an individual.  I want to experience all that life has to offer and I have to 
do this for myself (cited in Wagner 1996:209).  
Hesse (cited in Baier 1992:99) wrote a letter to an artist friend in 1965 of the 
difficulties inherent in her choice to become an individual. She expressed it, 
according to art critic Chave (cited in Baier 1992:99) in the following manner: 
we are unique, I mean the minority we exemplify. The female struggle, 
not in generalities, but our specific struggles. To me insurmountable to 
achieve an ultimate expression, requires the complete dedication 
seemingly only man can attain. A singleness of purpose no obstructions 
allowed seems a mans prerogative. His domain. A woman is 
sidetracked by all her feminine roles from menstrual periods to cleaning 
house to remaining pretty and „young‟, and having babies … She‟s at a 
disadvantage from the beginning … She also lacks conviction that she 
has the „right‟ to achievement. She also lacks the belief that her 
achievements are worthy. Therefore she has not the steadfastness 
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necessary to carry ideas to the full developments. There are handfuls 
that succeeded, but less when one separates the women from the 
women that assumed the masculine role. A fantastic strength is 
necessary and courage. I dwell on this all the time. My determination 
and will is strong but I am lacking so in self esteem that I never seem to 
overcome. 
From these insights recorded in Hesse‟s own writings we glimpse, if only dimly, 
how the concept of symbolic paradox relates to our inner or unconscious world. 
Once the symbol emerges from that inner world (the unconscious) and 
transgresses the boundary of the conscious mind, it serves to progressively 
inform, through the processes of conscious differentiation, the outer life world of 
the individual. The fact that Hesse had begun to objectify her ‟feelings‟, or reduce 
her „feelings‟ to objects, suggests that she recognized, or was at least becoming 
conscious of them. Lippard comments that even in Hesse‟s lowest depths of 
despair she relieved some of her pressure by intelligent verbalization of her 
problem. She would then return to her studio and transform those „feelings‟, 
doubts and burdens into fine abstract sculpture (1976:78). 
3.4. Contingent – an artwork by Eva Hesse 
Eva Hesse‟s work Contingent was completed in 1969 and exhibited at the Finch 
College Museum of Art‟s, Art in Process IV show. I have elected to discuss this 
particular piece as it can be argued to embody notions of oppositional „feelings‟ 
and emotions in a context of impermanence and transience. In its evocations of 
„skin‟ a context of „more and other‟ is evoked. This particular context, in relation to 
„feelings‟, as impermanent and transient imagos of the unconscious aspect of 
mind, is used to unpack Contingent. Although Hesse used materials to evoke skin, 
in my own study Wounding and Healing, skin has been grown and developed from 
a living, organic symbiont.  
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Figure 1:  Eva Hesse, Untitled [sa]. Pencil, ink wash, 17⅞ x 23⅞”. Source: Lippard (1976:167). 
„Contingent‟, according to the Concise Oxford dictionary (1964:264), refers to 
outcomes that are uncertain, accidental or incidental, in other words, outcomes 
which are only true under existing conditions. These associated meanings may be 
said to refer back to the ideas of impermanence and transience that constantly 
engaged Hesse. An alternative and possibly interesting interpretation of the word, 
„contingent‟, according to the Concise Oxford dictionary (Fowler & Fowler 
1964:264), especially with regard to Hesse‟s particular history as a holocaust 
survivor, is the reference to a “force that contributes to an army”. An interesting 
anecdote, in reference to the time frame in which Contingent was produced is that, 
as observed by Sussman (2006:2), it was created during the period of the Vietnam 
War.  It is possible to conjecture that this dark moment in American and world 
history might have been catalytic to her memory and, in part, instigated the 
production of Contingent. This inference is comparable to her return to Germany in 
1964 for a period of 15 months, an event regarded by critics such as Wagner, as 
having been catalytic to her art processes at the time and the „break through‟ body 
of work that followed in its wake. 
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Figure 2: (left) Eva Hesse, Study for Contingent (1969). Pen and ink, 8¾ x 6”. Source: Lippard 
(1976:166). 
Figure 3: (right) Eva Hesse, Study for Contingent (1969). Pencil on yellow lined paper, 8¼ x 11”. 
Source: Lippard (1976:167). 
The title, Contingent, like Hesse‟s other expressive titles, including works such as 
Hang Up (1966), Accretion (1968), and Augment (1968), exhibits, what can be 
regarded as a characteristic feature of Hesse‟s work. Chadwick (1996:339), in 
reference to Hang Up, clarifies this characteristic as a “refus[al] to declare … 
meaning or to locate an inner „truth‟“ [emphasis in original].10     
                                            
10
 Further discussion of these ideas will take place when dealing with Contingent and Hesse‟s 
specific use of the gallery space.  
 
 20 
       
Figure 4: (left) Eva Hesse, Untitled (1968-69). Latex over cheesecloth, 34” x 12‟. Source: Lippard 
(1976:166). 
Figure 5: (right) Eva Hesse, Contingent (1968-69). Fibreglass and latex on cheesecloth. 8 units, 
each 9½ - 11‟ x 3 - 4‟. Source: Lippard (1976:166).  
3.4.1. Contingent – an artwork of memory and metaphor 
Contingent (Figure 6) consists of eight subtly different, glowing composites of 
rubberized [latex] cheesecloth and fibreglass. In Contingent eight, as a number 
that can be equally divided, is arguably analogous to the number two which, 
according to Cirlot11 (2002:235), signifies man‟s experience of separateness and 
its associated problems of inevitable analysis, division, inner disintegration and 
struggle. These ideas are related throughout this study to the hypothetical notion 
of a conscious/unconscious interface. Breach of this interface, whereby 
unconscious contents enter consciousness, sets in motion it is argued, the 
                                            
11
 Cirlot (2002) was selected as the primary dictionary of symbols because as he was a painter and 
poet it was considered that his approach to the symbolist ethos of modern art would assist the 
psychological interpretations of the projects and installation. 
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introjective/ projective processes of differentiation that lead towards potential 
synthesis or integration between the conscious and unconscious aspects of mind.  
 
Figure 6: Eva Hesse, Contingent (1968-69). Fibreglass and latex on cheesecloth. 8 units, each 9½ 
- 11‟ x 3 - 4‟. Source: Lippard (1976:4). 
In Contingent, golden central areas12 have been created in each piece by 
integrating cheesecloth into the translucent latex sheets. These golden areas 
divide the luminous, translucent areas into two, and in so doing effectively 
                                            
12
 According to Cirlot (2002:119) gold refers to solar light and hence divine intelligence. Gold is also 
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establish three distinct areas within each separate piece. Three, according to Cirlot 
(2002:235) stands for biological synthesis, childbirth and the resolution of a 
conflict. This insight supports the premise of this study in that it suggests that 
processes of conscious differentiation potentially lead towards synthesis, 
individuation and increased conscious awareness. It was also of invaluable 
assistance in the development of my own art processes where imagery of paradox 
is used to prompt readings of synthesis.   
The individual pieces of Contingent, when hung collectively, can be argued to 
transfuse the light as they assume different proportional and textural changes. The 
light also catches each piece differently; producing altered shades of colour. 
These evocations of partly translucent, glowing forms arguably provoke profound 
„feelings‟ in a context that conforms to Wagner‟s (1996:258) idea of „more and 
other‟. The idea that „feeling‟ as a painful, yet joyful and therefore paradoxical 
emotion could be rendered through imagery of this nature, was seminal to the final 
configuration of my installation Wounding and Healing.   
Scrutiny of the studies and works near completion (Figures 1-5) for Contingent 
reveals the interplay of dark and light oppositional elements. This evidence may be 
said to suggest the idea of a conscious/unconscious interface unfolding in visual 
form. Her catalogue statement (cited in Lippard 1976:165) at the time of the 
exhibition of Contingent reads “[e]ach in itself a complete statement, together am 
not certain how [they] will be”. In other words although she worked intuitively on 
the individual pieces, she was uncertain as to how the works would read 
collectively once installed within the gallery space. This uncertainty pervades her 
preparatory drawings and formal development of her ideas. This is evident in 
(Figure 2) where two areas of envisaged opacity at oppositional ends are replaced 
by areas of translucency. Conversely, the initially envisaged area of translucency 
(Figure 2) is then rendered opaque. In other words she inverted these areas in the 
final work and in manipulating cheesecloth, which transfused the central light into 
a golden glow; she effectively established a third or conciliatory space in each 
work. This conciliatory golden space arguably manifests the symbolism of 
                                                                                                                                    
the essential element in the symbolism of hidden or elusive treasure.  
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transcendence. The creation of this conciliatory space supports Jung‟s (1977:536) 
contention that 
if a union is to take place between opposites like spirit and matter, 
conscious and unconscious, bright and dark … it will happen in a third 
thing, which represents not a compromise but something new … a 
transcendental entity that could be described only in paradoxes.  
These conciliatory spaces in the individual pieces are, questionably, a specific 
feature of Contingent, and it is my contention that they are indicative of processes 
of synthesis and transcendence. Once assembled within the gallery space, the 
installation may be argued to have allowed conflicted emotional „feelings‟ to be 
transferred within the domain of the collective and the universal. 
In Contingent each separate piece is slightly different, particularly in length.  When 
consecutively assembled they appear equidistant from each other. One sheet, the 
third from the right appears vertically too long for the space. Although eight is an 
equally divisible number, this third piece subtly disrupts the sense of order within 
the group as a whole through both its proportions and placement.  As it intersects 
the floor it establishes a tension between that which is held down, or earthed and 
that which floats unfettered and free. Glowing and partly translucent these skin-like 
forms arguably call to mind the human collective and possible childhood memories 
of the holocaust potentially emerging into the light of consciousness from Hesse‟s 
unconscious mind.  However obscure, these images appear to reflect content that 
is painful or disagreeable, and in so doing prompt conflicting emotional responses 
within the gallery, as a collective domain. 
Chave (cited in Baier 1992:101) describes Contingent as appearing like a ghostly 
array of soiled bandages or flayed, sexually undifferentiated, human skins. These 
associations seem to draw heavily on Hesse‟s history and her escape from war 
torn Germany on board a Kindertransport.13 While not yet three years of age, she 
was accompanied only by her four year old sister. The psychological trauma of this 
event can be argued to have left indelible imprints on her young mind. It is 
                                            
13
 Kindertransport were trains used in the evacuation of children from Germany and war torn 
Europe during the holocaust.  
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possible to speculate that in her processes towards synthesis Hesse did indeed 
draw on imagery deeply imprinted in her own body and that these imprints had 
surfaced into consciousness, whatever the catalyst. It is this 
conscious/unconscious interface, as a possible site of psychological integration 
that is given symbolic expression in Contingent. Plato (cited in Cirlot 2002: xvi) 
said that “[w]hat is perceptible to the senses is the reflection of what is intelligible 
to the mind”. Jung (cited in Barnaby & D‟Acierno 1990:38) confirmed this in his 
contention “[o]nly that [which] can be known … is known through the psyche”. In 
other words the psyche is the only immediate experience we can have and from 
this it is possible to acknowledge that Contingent appears to give visual form to the 
„more and other‟ „feelings‟ that have emerged from beyond any literal, objective 
frame of reference. Stated differently, Contingent is a subjective frame, an 
installation of abstract non-objects that while not referring to the known objective 
world, operate nonetheless, as containers expressive of „feelings‟ not yet fully 
realized in consciousness. Hesse acknowledges this in her remark (cited in 
Sussman 2002:75) “its [sic] not the new. it [sic] is what is not yet known, thought, 
seen, touched but really what is not. and [sic] that is”.  
According to art critic Maurice Berger (cited in Baier 1992:120), Hesse‟s mature 
work suggests a relationship between the „object‟ and the „body‟. Art critic Briony 
Fer (cited in Sussman 2002:80), supports this assertion, noting that Hesse‟s latex 
works, refer to the presence of body. Jung (cited in Storr 1983:135) argues that 
“[s]omewhere the psyche is a living body … somewhere there is an undiscovered 
unity of psyche and body [of inside and outside]”. Chave (cited in Baier 1992:101), 
confirms this idea in her reference to the „skins‟ of Contingent as, “sexually 
undifferentiated”. This inference suggests that the images come from the 
unconscious aspect of mind where form, as Jung contended, is amorphous, 
undifferentiated and paradoxical. This inference also suggests that the imagery of 
Contingent can be regarded as symbolic. According to Wagner (1996:255) Lippard 
regarded the symbol as referring to both the body and the outside. In other words 
the symbol refers not only to the individual „self‟ but also to the outside, to that 
which is collective and universal. In describing Contingent Lippard (cited in 
Wagner 1996:250) persuades us to regard the imagery as symbolic. Lippard (cited 
 25 
in Wagner 1996:250) thus observes 
[a]t once more detached and less sociable than most of Hesse‟s work 
Contingent transcends the whimsical to make a statement that is grand 
simply in its existence, and at the same time is as profoundly personal 
or intimate as a work of art can be. It incorporates the qualities of the 
new and the old, of battered and beautiful. With the opaque weight 
concentrated in the middle of the piece, it seems from some angles to 
hover in mid air, or to disintegrate at both ends.  
From her choice of opposites such as „new and old‟, „battered and beautiful‟ 
Lippard (cited in Wagner 1996:250), arguably acknowledges the paradoxical, and 
therefore symbolic content in Contingent.  
These insights into Hesse‟s work make it possible to speculate that she did indeed 
use imagery drawn from her unconscious mind. This aspect of mind reaches back 
into childhood. In other words, if traumatic associations were deeply embedded in 
Hesse‟s childhood memory it is possible that these memories, however obscure, 
had surfaced towards the hypothetical unconscious/conscious interface. These 
emotionally charged „feelings‟ in the process of becoming conscious, were 
translated into visual form and it was into these forms or non-objects that the 
„feelings‟ of her subjective world were emptied or transferred. Hesse (cited in 
Lippard 1976:200), acknowledges her expressions as subjective in her statement 
that “[my works are] much closer to soul or introspection, to inner feelings … [to] 
indoor things”. Once transferred within the collective of the gallery space, these 
emotional containers arguably impact at the level of the collective and universal. 
The art critics Elizabeth Martin and Vivian Meyer (1997:120) substantiate this 
acknowledgment in their assertion that 
the core of [Hesse‟s] art was the core of Eva‟s self; the two were 
inseparable [and] for her and for anyone who knew both the work and 
the artist … to reach out to her work, or to be reached by it, was to be in 
touch with Eva‟s most profound aspirations.   
From this we glimpse the profound connection that Hesse appears to have had 
with her „self‟ which according to Jung (cited in Jacobi 1968:127) is the final station 
on the pathway to synthesis and individuation. From this inner, „self‟, it is argued, 
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Hesse accessed and translated, notions of „more and other‟ into visual non-
objects. In so doing she can be regarded as having rendered symbolic form to the 
obscure abstractions of the unconscious mind.     
3.4.2. Contingent: The materials and the gallery; signifiers and 
sites of recollection.   
According to Sussman (2002:17) Hesse desired, yet struggled, to realize the „more 
and other‟ or „a total other reference point‟ in her work. She (cited in Sussman 
2002:17) wrote  
I remember I wanted to get to non art, non connotive, non 
anthropomorphic, non geometric, non nothing, everything, but of 
another kind, vision, sort. from [sic] a total other reference point. is [sic]  
it possible?  
One of the means through which she attempted to achieve this reference point 
was through an extraordinary sensitivity to the diverse and often untraditional 
materials with which she elected to work. These materials ranged, among others, 
from paint, watercolour, pencil, papier-mâché to rope, latex and fibreglass.  It is my 
contention that Hesse selected and manipulated her materials in order to provoke 
transient physical sensations within the viewer through multiple associations. 
These associations could be described as deeply enigmatic of „feelings‟ that while 
fleetingly transient or impermanent in nature were nevertheless momentarily 
conflicted and unsettling to the viewer. Lippard (1976:210) contends that no other 
artist of Hesse‟s era invested so much time and work in a medium known to be 
impermanent. The artist Robert Smithson (cited in Sussman 2002:72) described 
Hesse‟s works as “nothing … incarnated into nothing”. This idea arguably relates 
to the idea of the non-object as advocated by the artist Ad Reinhardt. Reinhardt 
(Williams 2009:220) saw his work as revealing, through the processes of negation, 
the fundamental nature of art. Hesse‟s impermanent and transient works or 
„nothings‟, as she referred to them, were ideas that were amplified in the pieces 
being formed for my own installation Wounding and Healing.  
Through this amplification it was consciously realized how transience and 
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impermanence could be related to „feelings‟ as transitory psychological processes. 
In this regard Hesse‟s use of latex, which allowed light to transfuse and 
cheesecloth that obstructed this transfusion, cannot be considered arbitrary to her 
art making processes for Contingent. Through a relationship of contingency 
between the material forms and the viewers body Hesse effectively established an 
inter-relationship between the physical and the psychological. 
Hesse however appears never to have selected an object or material for the 
complete idea or concept but rather for the abstract, subjective „more and other‟ 
qualities, signified by the object/material. Given that Hesse worked with 
oppositional and paradoxical „feelings‟ as well as the impermanent and transient 
nature of this human emotion, her choice of materials suggests a subjective, 
unconscious/conscious interface. This interface allows paradoxical „feelings‟ to 
transfuse into consciousness and in Contingent, this process of transfusion is 
manifested through imagery that is intermittently reflective of the physical 
(material) and the psychological.   
According to Sussman (2002:17-18), Hesse‟s “work emerged from a liminal space 
between control and freedom, between what she knew and couldn‟t have known in 
advance, between coherence and fragmentation”. Sussman (2002:18) also 
contends that because Hesse “exerted control over the moment of … 
manufacture” that she found in these „moments‟ her non-art. As art critics Carol 
Armstrong and Catherine de Zegher (2006:196) suggest  
[f]or Hesse, gradually to exist was to stand out and/or with upon 
thresholds of the undecidable, uncertain, and incomplete, with the 
courage to construct inconclusive experiences of visual moments in 
transition from meaningless materiality to – almost – being together 
within a whole [emphasis in original]. 
The art critic Gioia Timpanelli (cited in Sussman 2002:104) suggests that she “put 
nothing between herself and her life … that centre and her art … [s]he … [made] 
… profound art out of what is essentially an ephemeral life with hints of „the other‟, 
transcendent and deeply moving” [emphasis in original].  
Hints of „the other‟ or „more and other‟, is also an idea that Hesse took into the 
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gallery space. While confirming that it was only the abstract qualities in relation to 
the material, the form, size, scale and how the works were presented within the 
gallery context, she effectively established the gallery as a site where notions of 
the abstract „more and other‟ might be expressed. Stated differently, her abstract 
forms or non-objects, as expressive containers of „feelings‟ were positioned within 
the gallery space where these readings were amplified.   
This amplification was achieved because she positioned the artworks in a manner 
whereby the viewer‟s body became contingent with the work. This relationship of 
contingency confronted not only the viewer‟s physical body, but also established a 
psychological conduit within which uncertainty and conditional „feelings‟ were 
encountered. According to art critic Mignon Nixon (cited in Taylor 2006:161) 
“Hesse continually devised new ways of making and displaying a work, all 
concentrated on sustaining a level of instability in the milieu”. This instability, or 
uncertainty, arguably, augmented the reading of the abstract material forms as 
psychological containers of uncertain or contingent „feelings‟. As Lippard (cited in 
Sussman 2002:75) contends, “[t]he reputation [Hesse‟s] work enjoys …rests upon 
its opacity, its refusal to be known”.  
Although the spatial positioning of Contingent authoritatively directs the viewer‟s 
gaze towards the works, the viewer is at no time able to engage with the work as 
an entity. Unable to physically engage with the work as a whole, augments the 
creation of an uneasy tension between the viewer and the pieces, so rendering the 
reading at best uncertain and subject to contingency. 
The artworks also interact on what can be argued to be multiple levels of 
subliminal contingency. Through subliminal inferences of, „more and other‟ or, 
„total other reference points‟ Hesse‟s work, questionably provides a conduit 
through which the viewer apprehends not only aspects of their own being but also 
apprehends the works as of collective significance. The obscure, subliminal 
stratum of the unconscious aspect of mind is, according to Jung, the „vein‟ through 
which all of humanity is interconnected.   
Hesse‟s articulate positioning of the artworks in the gallery space can be regarded 
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as a pioneering endeavour to establish the gallery as a site of individual 
recollection and collective transference of emotions. In rendering „feelings‟ through 
abstract visual form and positioning these forms within the gallery space she 
effectively encouraged emotional abreaction14 in a context that was both individual 
as well as collective. Art critic Mignon Nixon (cited in Taylor 2006:173) indicates 
that “Hesse‟s work … uses … the gallery itself … to contain the unbinding that is 
enacted precisely there, at the interface of the body and the surrounding 
environment.” In describing Hesse‟s processed-based art as anamorphic, 
interstitial and shifting she also notes that Hesse‟s work instigates movement in 
the transference (cited in Taylor 2006:169). This notation suggests that Hesse had 
personally integrated the emotional „feelings‟ provoked by her artworks and having 
done so she effectively detached them and transferred them into the collective of 
the gallery space. 
These reflections leave little doubt as to the processes with which Hesse 
consciously engaged. Her close friend Mel Bochner (cited in Sussman 2002:42) 
supports the fact that Hesse was conscious of the processes she engaged in, 
while also acknowledging that „feelings‟ are contained by her forms. In referring 
however to “the light that it emits”, he reminds us of the ideas of contingency that 
Hesse continuously wished to re-iterate. Bochner (cited in Sussman, 2002:42) 
observes 
[t]he thing that I don‟t think anybody writing about Hesse‟s work has 
picked up on yet is not the pain, not the suffering, not the anxiety, not 
the absurdity, but the joy of the work … the light that it emits. 
3.5. Conclusion 
In addressing the notion of opposites and paradox in the artwork and writings of 
Eva Hesse, this chapter has attempted to position these notions as indicators of 
the symbolic process that lead towards transcendence, synthesis and 
individuation. In focusing on the oppositional or paradoxical „feelings‟ that Hesse 
expressed in visual and written form, it has been possible to interpret her 
                                            
14
 Abreaction is noted as being “[t]he removal by revival and expression of the emotion associated 
with forgotten or repressed ideas of the event that first caused it” (Fowler & Fowler 1964:5). 
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expressions (artworks and journals) as potential containers of emotional residue 
reflective of aspects of her lived experiences.  
Through her works it is possible to conjecture that the non-object was realized as 
a physical (objective) container within which „feelings‟ were integrated and then 
expressed. In realizing the gallery as a site in which to contain/express these 
„feelings‟ she effectively turned the gallery into a collective space where healing 
and synthesis as universally germane and therefore symbolic, could be 
recognized.   
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4. CHAPTER FOUR 
4.1. Introduction 
This chapter is divided into three sections. Section One summarizes the essence 
of chapters two and three that deal with the relevant research on the writings of 
Carl Jung and the artworks and journal entries of Eva Hesse. It encapsulates the 
dynamic role of opposites within the mind while simultaneously establishing the 
premise from which imagery reflective of wounding and healing as paradox was 
developed in this study. In addition, dynamic opposition within the mind and the 
relationship this opposition shares with the processes of synthesis and 
individuation is clarified. This clarification will augment a reading of the installation 
Wounding and Healing.   
The role of dynamic opposites in relationship to the processes of synthesis and 
individuation are re-visited in the writings and artworks of Eva Hesse. Hesse‟s 
deeply personalized „feelings‟ for the materials with which she worked as well as 
her specific use of gallery space is also briefly discussed in order to re-confirm the 
link between her choice of materials, their specific positioning within the gallery 
space and the paradoxical „feelings‟ that she wished to communicate.   
Section Two examines the specific context of the installation Wounding and 
Healing from which visual imagery reflective of oppositional processes in a context 
of paradox was developed. It also links the idea of the non-object as a means 
through which notions of „more and other‟ in relation to „feelings‟ might be 
communicated in the installation Wounding and Healing. This link positions the 
non-object within the specific context of the gallery space and in so doing prompts 
an appropriate reading of the installation. Following this, the configuration of the 
installation as a whole is unpacked.   
Section Three examines the choice of materials or elements used in the 
installation Wounding and Healing. It explains the inter-relationship of these 
materials and elements in the seven pieces of the installation. 
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4.2. Section One 
4.2.1. Jung and Hesse re-visited 
Jung‟s writings on the dynamic oppositional relationship between the conscious 
and unconscious mind have supported the context from which metaphors of 
physical wounding and healing as paradox have been developed. The physical 
wound implies both pain as well as the possibility of healing. The surgical wound, 
moreover, confirms in a visually inscriptive way, that an intentional process of 
healing has been initiated. Psychological wounding and its potential relationship to 
the processes of individuation, healing or synthesis cannot, however, be visually 
discerned. Physical signifiers that suggest both wounding and healing in a context 
of paradox have therefore been used analogously in the installation Wounding and 
Healing to reflect invisible or psychological processes that, while making reference 
to pain, also refer to emotional processes that prompt psychological growth, 
synthesis and individuation.   
In attempting to address the question of individuation as a psychological process, 
this study has focused attention on both the development of consciousness in 
relation to the „feeling‟ function of consciousness and its relationship to emotion. 
As a conscious orientating function, „feeling‟ utilizes the opposites of pleasure and 
pain to evaluate and apperceive psychic data. These unconscious/conscious 
opposites when positioned within the physical wounding and healing paradigm 
provided the axis from which visual imagery expressive of the research problem 
were developed.   
The lens of the Jungian oppositional processes of introjection and projection was 
used to unpack the research problem. These oppositional processes produce, it 
can be argued, the vacillatory emotional responses that disrupt and in a sense 
„open‟ conscious processes. Jung, according to Jacobi (1962:92), regarded 
everything unconscious as projected. In other words the only means through 
which increased self knowledge or consciousness can be attained is through 
introjection into the „self‟, of knowledge previously not realized in consciousness.  
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The concepts of introjection and projection then provided the link through which 
the works and journal entries of Eva Hesse could be analysed. Her artworks and 
journals are regarded as reflecting oppositional „feeling‟ responses to her life 
world. From this understanding it became possible to regard these oppositional 
expressions as potentially reflecting the processes of individuation which Jung 
regarded as a complicated psychological journey within the mind.  During this 
psychological journey projections stream towards the self and must be integrated 
into the personality for the process to be successful. Once successful, this process 
restores divisions between the conscious and unconscious aspects of mind. In the 
installation, aspects of this process are suggested by imagery that simultaneously 
reflects physical wounding, yet arguably, also healing.  In positioning this imagery 
as analogous to psychological processes of division and synthesis (integration) it 
was realized that the material or elements selected for manipulation were vitally 
important to this reading of the installation. 
To this end an analysis of Hesse‟s choice of materials, the motivation behind these 
choices and the manner in which she positioned her abstracted forms within the 
gallery space was made. Her work Contingent appears to have embodied 
„feelings‟ and the specific materials of its construction were possibly selected 
because she endeavoured to objectify or make her „feelings‟ visual. She then used 
the gallery space as a site of transference for these „feelings‟. In other words the 
gallery was established as a space within which „feelings‟ could be expressed in 
visual or objective form. These conscious/unconscious ideas through which she 
arguably attempted to resolve her conflicted „feelings‟ have assisted in validating 
the psychological processes which are regarded as prompting synthesis, 
individuation and selfhood. These validations influenced the final configuration of 
the installation Wounding and Healing.  As the process of individuation is guided 
by the symbol which, as Jung affirmed, is always an imago, the relationship of 
these processes to the „self‟ and self realization is evident. The „self‟, Jung 
asserted, is absolutely paradoxical, in that it represents thesis, antithesis as well 
as synthesis (Jung 1968:19). 
A discordant thread in this regard, however, is the fact that Hesse refuted the idea 
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that her works were symbols, insisting rather that they were abstract objects only, 
that pointed to, or produced a „feeling‟ (Sussman 2002:72). Yet, because Hesse‟s 
work embodied abstractions of opposition and paradox, her personal contention 
that her works are, „not symbols‟ is undermined. When read from a Jungian 
perspective, her works can be argued to embody the essence of symbolic 
paradox. Additional support for the idea that her works are symbolic is enlisted 
from her abstract expressions that arguably reflect soul, introspection and inner 
„feelings‟. According to art critic Charlotte Rubinstein (1982:325), Hesse “renewed 
the idea of gut-level [„]feeling[‟] and a sense of [both] the tragic and the absurd”. 
These kind of „feelings‟ are arguably expressions from the „centre‟ or „core‟ of the 
self and as such include the manifestations of the unconscious aspect of mind. In 
so doing these forms of expression implicate this aspect of her being in her work 
processes.   
4.3. Section Two 
4.3.1. The Installation Wounding and Healing 
The premise underpinning the installation Wounding and Healing is that wounding 
implies not only pain but also the prospect of healing. Some wounds, moreover, 
are also at the outset designed to be instruments of healing. As ten years of my 
professional life were spent assisting in the surgical creation of such „wounds‟, the 
operating theatre provided the objective memory timeframe from which certain 
imagery in relation to the physical body could be amplified and developed for the 
installation. Through amplification, visual equivalents reflective of the 
psychological processes of wounding and healing in the context of paradox and its 
relationship to individuation have been developed. 
The operating theatre context was also an environment within which an increased 
awareness of mind or psyche as an entity, conceptually comprised of both 
conscious and unconscious components, was developed. Within this specific 
context it is argued, a patient‟s state of mind moves between consciousness and 
forms of unconsciousness. This investigation of processes that are for the most 
part invisible was of invaluable assistance in providing a link between the physical 
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and psychological paradigms of a wounding and healing paradox.   
In grappling with the question of how paradox might be realized in the installation I 
experimented with growing an organic material evocative of human skin and 
tissue. Gradually an unfolding of visually suggestive imagery emerged. However, 
the imagery related primarily to pain and the physical processes of wounding and 
healing. It was my contention that a „spiritual‟ or „numinous‟15 counterpoint was 
needed if archetypal bivalency and its relationship to the symbol and paradox were 
to be communicated to the viewer. This counterpoint was achieved by 
investigating the gallery space, as Hesse had done, as a possible site within which 
a „spiritual‟ atmosphere might be actualized. This atmosphere would then augment 
the manner in which the elements and items of the installation were apprehended. 
In other words the configuration and milieu in which the imagery of wounding was 
positioned would prompt „feelings‟ of healing, thereby realizing an understanding 
of „more and other‟ in the context of an imago of wounding and healing. 
The psychological processes that this research has sought to visually realize has 
been assisted by an understanding of the non-object and the feelings of emotional 
pain that the non-object might be able to collectively communicate in the 
installation. Hesse‟s non-objects, her non-art or nothings, were regarded by her as 
such because they do not directly refer to the known objective world but are 
subjective constructions through which psychological „feeling‟ is rendered visible. 
Hesse affirmed the relevance of the non-object stating that, “as a thing, an object, 
it accedes to its non-logical self. It is something, it is nothing” (cited in Sussman 
2002:31).  
This insight further assisted my own engagement with the materials with which I 
had elected to work. In perceiving the image as a conduit through which conflicted  
„feelings‟ could be channelled, not only into consciousness, but also transferred or 
detached within an appropriate site, allowed the idea of an emotional feeling or 
healing space to be realized.  
                                            
15 
Numinous is used in this research to signify the simultaneous and oppositional feeling of both 
awe and attraction. Linked to the word „spiritual‟ which is derived from spiritus, signifying breath, 
the idea of a synergy between opposites is re-iterated. 
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Hesse wrote “I feel so strongly that the only art is the art of the artist personally” 
(cited in Lippard 1976:196). From this it seems apparent that she was conscious of 
her art as a therapeutic process. This insight augmented my understanding of the 
means through which the symbol as psychological imago might mediate the 
restorative processes between the unconscious and conscious mind both 
individually and collectively. 
Although this entire study has been related to „feelings‟ and the context through 
which they can define a corporeal experience, the research that led to the abstract 
„non-object‟ in relation to „more and other‟ as suggested by Wagner and others, 
remained pivotal. Through personal engagement with these concepts and after 
much experimentation, seven pieces, each comprising six elements were 
constructed in order to present the installation Wounding and Healing.  
 
 
Figure 7: Bev de Lange, Wounding and Healing (2009). Installation: organic symbiont, organic 
skin, glass, cotton gauze, suturing thread, light boxes.  Dimensions variable. Photo credit: Chris 
Kritsinger.  Collection of the artist. 
Jung (1977:536), more fully quoted in the previous chapter reminds us “[that] if a 
union is to take place between opposites like spirit and matter, conscious and 
unconscious, bright and dark … it will happen in a third thing”.  
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The decision to create seven separate pieces for the installation was grounded by 
the idea that this number is linked according to Juan Eduardo Cirlot (2002:187),   
to the concept of light. Cirlot (2002:235) also regarded seven as an irreducible 
datum and therefore symbolic of either conflict or complex unity. The selection of 
this number of items was therefore considered appropriate as a symbol for 
unconscious/conscious processes of differentiation and the relationship that 
individuation shares with the concept of paradox.  
Each of the seven containers of the installation was positioned as symbolic of a 
different stage or process of healing and/or synthesis. Although some of the 
containers held the symbiont in its early amorphous stage of growth, other bowls 
contained entirely visceral aspects of the symbiont in later stages of formation. 
These visceral qualities were related to ideas of pain, coincident with Rubenstein‟s 
(1982:325) expression that Hesse‟s work “renewed the idea of gut-level feeling”. 
The focal point was the central container at the apex of the installation, positioned 
at the furthest point of entry of the viewer into the installation. More illuminated 
than the others, this container displayed a symbiont glowing red like a hot coal 
while simultaneously suggestive of blood soaked living tissue.  
Living tissue also connected the symbionts to the skins that arose from the glass 
bowls towards the ceiling. The skin that rose from the symbiont in the central 
container did so under significant tension. This symbiont aroused, I contend, the 
sensation of pain while simultaneously, in its evocations of „livingness‟, stirred 
feelings of mysterious pleasure in an association that was entirely paradoxical.   
The adhesion-like threads tugged at the living symbiotic tissue and separated and 
detached in parts from the drying, dying and disintegrating skin. This symbiont, as 
the most strongly illuminated, but also the most visceral, embodied I contend, the 
opposites of gut-level/ethereal, attachment/detachment, ceiling/floor, living/dying, 
light/dark.  In so doing it evoked paradox in a relationship of synthesis and 
individuation.  
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Figure 8: Bev de Lange, Wounding and Healing (2009) (detail of living, organic symbiont).  
Installation: organic symbiont, organic skin, glass, cotton gauze, suturing thread, light boxes. 
Dimensions variable.  Photo credit: Chris Kritsinger.  Collection of the artist. 
Initially the design of the floor plan used a triangular shape. This was considered 
appropriate because in the symbolism of numbers it is equivalent to the number 
three. In the final setting of the installation, however, the triangular shape was 
adapted and the two pieces at the base of the triangle (Figure 7) and entry to the 
installation proper were shifted slightly inwards to form a semi circle. This 
particular configuration invited the viewer into the installation and in so doing 
established a synergy of contingency between the viewer and the artworks.  
Shifting the pieces inwards at the entry of the installation was a gestural reference 
to the feminine, to containment and the unconscious aspect of mind while 
paradoxically also an opening to the collective and universal. 
4.4. Section Three: The elements of the Installation 
Six elements were integrated into seven separate pieces in the installation. These 
elements are: living symbionts, clear glass containers, organic skin grown from the 
living symbionts, cotton gauze, suturing thread and the element of light. According 
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to Cirlot (2002:235) six, like two, is a number that is expressive of dualism. 
Numerically six is also divisible into two equal halves and was considered an 
appropriate choice of elements with which to convey the essence of paradox in 
each work of the installation.   
4.4.1. Living Symbionts   
At the outset of the research the search for an imaginal frame that would visually 
support the research into processes of conscious integration was found in easy 
reach within my own home. Quite incidental to the research, I was distilling in my 
kitchen an ancient medicinal Chinese tea recipe.  The recipe described the organic 
product or organism used in the distillation process as a symbiont. Cultured from 
green tea and brown sugar into which the „symbiont‟ is immersed, this infusion, 
research suggests, has therapeutic effects on the physical body. Stedman 
[sa]:1517) defines symbiont as „living together‟. More specifically, an organism 
associated with another in symbiosis. In this specific context however, what is 
regarded as a symbiont, is simply immersed in the tea/sugar/water infusion. There 
is no other organism as such in the equation.  
The symbiont is best described as an entity which during its growth processes 
produces of itself a gelatinous, skin-like substance on the surface of the liquid. 
This layer, which when dried is highly evocative of human tissue or skin, is the 
symbiont re-producing and growing through exchange with the necessary nutrients 
within which it is immersed.  
This simple process of watery, physiological exchange was an image that 
engaged me entirely throughout this study. As a symbol, water is a primal element.   
While fluid, formless and amorphous, it embodies renewal and life sustaining 
power. Jung described the unconscious mind in much the same way. Water as a 
symbol has throughout time been aligned to notions of the unconscious (or 
feminine) aspect of mind. As the fluid in the bowl was not simply water but also 
contained nutrients, the daily feeding, shaping and manipulation of the symbionts 
became an integral aspect of this study. Great care and attention needed to be 
applied as the symbiont is sensitive to heat, light, changes in the atmosphere and 
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toxins.  Although I initially engaged unconsciously with the fascinating symbiotic 
processes of growth and renewal, once I began to engage consciousnessly with 
the material it became necessary to acknowledge the ideas symbolized by the 
symbiont as aspects of my own being in relationship to conscious/unconscious 
processes of individuation. 
According to Jung (1962: 603) “[w]hether or not something is a symbol [or not] 
depends primarily on the attitude of the consciousness that contemplates it”. The 
imago therefore takes its „colour‟ so to speak, from the individual consciousness in 
which it appears. The symbol then, like water, finds its own level – the level of the 
interpreting mind (Cirlot 2002: xlvii). As I had identified the symbiont as a living, 
growing and adapting entity, creating forms from formlessness, I positioned it as a 
symbol for the processes and research with which I had initially unconsciously 
engaged. Even in its watery, amorphous or gelatinous state, even if invisible, I had 
recognized the symbiont as alive, growing and entire unto itself.   
4.4.2. Clear glass containers       
Having experimented with many kinds and shapes of containers within which the 
symbiont might be grown, including opaque vessels, rectangular and square 
forms, I finally elected to use clear, round, glass containers.  In deliberating on the 
interplay of paradox between elements I realized that glass would offer a reading 
of both „inside‟ and „outside‟. Clear glass also allowed the symbionts to be 
illuminated from below. The idea of illumination from beneath made it possible to 
use the gallery floor as metaphoric of „earth‟, „the feminine‟ and the associations 
they share with the unconscious aspect of mind. To create suitable glass 
containers I constructed two ceramic moulds into which clear glass was slumped 
in a kiln. Being handmade, the moulds were neither perfect nor identical and when 
the glass was slumped into them, irregularities occurred in the firing process. As 
imperfect objects they were nevertheless appropriate containers within which 
ideas relating to the processes of individuation could be germinated.   
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Figure 9: Bev de Lange, Wounding and Healing (2009) (detail of glass container). Installation: 
organic symbiont, organic skin, glass, cotton gauze, suturing thread, light boxes. Dimensions 
variable. Photo credit: Chris Kritzinger. Collection of the artist. 
4.4.3. Organic skin 
As ideas of transience, transformation, as well as growth, were integral to the 
study, the entire process of developing the symbionts was a central focus from the 
outset. Although initially grown quite thick in order to withstand the processes of 
manipulation the final skins were entirely delicate and translucent. These skins 
were extraordinarily resilient and when pulled upwards from the illuminated glass 
containers were graphically descriptive of wounding. 
The concept of healing was rendered in the installation by the manner in which the 
lighting illuminated the fresh tissue-like aspects of living skin in the glass 
containers. This was augmented by the entirely pristine whiteness of the gallery 
space within which silent and unspoken spaces of healing could be „felt‟. 
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Figure 10: Bev de Lange, Wounding and Healing (2009) (detail of organic skin). Installation: 
organic symbiont, organic skin, glass, cotton gauze, suturing thread, light boxes. Dimensions 
variable. Photo credit: Chris Kritzinger. Collection of the artist. 
In raising the skins towards the ceiling, or the installation‟s equivalent of heaven or 
consciousness, it is hoped that evocations suggestive of both wounding and 
healing will prompt a reading of paradox. This reading hopefully implies a 
connection between heaven and earth and the associations this connectedness 
shares with unconscious as well as conscious processes and their relationship to 
individuation.  
4.4.4. Cotton gauze   
Pure cotton gauze was used as a literal reference to the physical wound as it was 
needed initially to support the symbiotic skin. As wounding in this study is 
metaphoric of a hypothetical opening or interstice into consciousness through 
which contents previously unconscious to the self is able to transfuse, the 
permeable cotton gauze fibres were initially grown into the skins in gestural 
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support of these processes. This experimental phase assisted in strengthening the 
fragile skins which were easily damaged during the processes of manipulation.  
The items developed early in the research reflect this gestural aspect. Eventually, 
however, some of the skins were grown independently of the gauze and some of 
the skins were manipulated to reflect the gauze detaching and falling away from 
the skins, like bandages no longer required. This interplay between the skin and 
the gauze augmented the paradoxical qualities of the imagery while assisting a 
metaphoric reading of individuation as a lifelong process of renewal and growth.      
 
Figure 11: Bev de Lange, Wounding and Healing (2009) (detail of cotton gauze). Installation: 
organic symbiont, organic skin, glass, cotton gauze, suturing thread, light boxes. Dimensions 
variable. Photo credit: Chris Kritzinger. Collection of the artist. 
4.4.5. Suturing Thread    
In the early phase of development the skins often broke and fell apart. Like heavy 
gelatinous masses they needed to leach or weep when lifted initially from their 
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watery medium. Once the fluid had leached the gossamer-like remains emerged 
as incredibly delicate. These fragile skins tore at times when freed from the 
towelled surface into which they had leached. These tears were joined by suturing. 
I consciously engaged in this gestural ritual. It was however an incredibly time 
consuming practice that required gentle handling, patience and care. Towards the 
end of the process I no longer sutured the skins as I had become adept at joining 
them without sutures. I was also able to remove, or simply loosen many of the 
sutures as they were simply not required. This conscious decision carried with it 
implications of closure, healing or synthesis. 
 
Figure 12: Bev de Lange, Wounding and Healing (2009) (detail of suturing thread). Installation: 
organic symbiont, organic skin, glass, cotton gauze, suturing thread, light boxes. Dimensions 
variable. Photo credit: Chris Kritzinger.  Collection of the artist. 
Although some sutures were removed or loosened, others were purposefully left in 
place as tacit reminders that growth and synthesis is a lifelong process. In sharing 
an invisible relationship to the physical processes of wounding and healing, these 
psychological process of integration, are also, however, never entirely predictable.  
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4.4.6. The element of light  
Light in the installation is transfused through seven light boxes on the gallery floor. 
The element of light was used in this study to support a metaphysical conception 
of healing with reference to conscious/unconscious processes. To this end the 
lighting was manipulated in order to render the skins as ethereal, weightless, yet 
living forms. In allowing the light to emanate from the ground (or floor) and recede 
towards the ceiling, the freshly germinating, as well as the more physical, gross 
aspects of the symbionts were illuminated. The skins, which rise from the glass 
containers, are literally caught in moments of fading or dying light, while yet 
attached to their living counterparts. 
 
Figure 13: Bev de Lange, Wounding and Healing (2009) (the element of light). Installation: organic 
symbiont, organic skin, glass, cotton gauze, suturing thread, light boxes. Dimensions variable. 
Photo credit: Chris Kritzinger. Collection of the artist. 
In this way, the symbionts, which prefer dark, temperate conditions, are positioned 
in a context of paradox that can be regarded as reflecting unconscious/conscious 
processes. The symbionts in the installation can be regarded as embodying light 
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through their evocations of weightlessness and ethereality.  
The installation‟s use of oppositional nuances of darkness and light will hopefully 
encourage the viewer to perceive the artworks, not only in their evocations of 
physical wounding, but also as the very antithesis or paradoxical opposite. For as 
Jung (1968:19) contends symbols are, “neither abstract not concrete, neither 
rational nor irrational, neither real nor unreal [but] … always both” To this end it is 
also hoped that as symbols, they might be regarded as embodying the Jungian 
notion of „something new‟ or “a third thing”. 
4.5. Conclusion 
Otto Baensch (cited in Susanne Langer 1953:21) aptly encapsulates something of 
what the installation Wounding and Healing has attempted to suggest 
[h]ow can we capture, hold and handle feelings so that their content 
may be made conceivable and presented to our consciousness in 
universal form … we can do it by creating objects wherein the feelings 
we seek to hold are so definitely embodied that any subject confronted 
with these objects and emphatically disposed towards them, cannot but 
experience a[n] … apperception of the feelings in question. Such 
objects are called „works of art‟, and by „art‟ we designate the activity 
that produces them.  
This study has developed imagery of physical wounding and healing and 
positioned this imagery as reflective of the psychological journey of individuation 
which leads progressively towards integration between conscious and 
unconscious elements within the mind as a whole. Jung recognized that this 
journey is led by the symbol as an imago.  
Although the images in this study have been created from a subjective 
understanding, symbolic imagery must always be amplified in order for its inherent 
meaning to be clarified. This meaning and its relationship to the individuating „self‟ 
becomes increasingly clear through active engagement with the introjective/ 
projective processes of conscious differentiation.   
In electing to use imagery that was drawn from personal experience obtained 
while working in an operating theatre I was able to re-visit aspects of my own 
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ongoing journey of individuation. I translated paradoxical thought process into 
abstract non-objects while re-grounding the „feeling‟ function of consciousness in a 
more enlightened relationship to „earth‟ and its associations with the unconscious 
and feminine aspect of mind and being. The „non-object‟ opened the way to giving 
abstract visual form to these „feelings‟. To this end the gallery space was prepared 
as a site in which these „feelings‟ could be silently detached and transferred. 
Visually realizing imagery that embodied the opposites of pleasure/ pain and 
positioning this imagery in a gallery context assisted in allowing a process of 
communal feeling, between that which is individual and personal and that which is 
collective and universal, to unfold.  
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Appendix A: The Research Proposal 
1. AIM AND RELEVANCE OF STUDY: Research Problem, Context, 
Conceptual (theoretical) Framework and Significance of Study 
 
The very notion of wounding, it can be argued, implies a process of healing.  
Indeed some wounds are from the outset designed to be instruments of healing. 
As ten years of my professional life were spent assisting in the surgical creation of 
such „wounds‟ in an operating theatre it will be from this memory timeframe that I 
initiate the process of developing visual equivalents that become reflective of both 
wounding and healing within a specific context. The operating theatre was also an 
environment from which I developed increased awareness of mind or psyche as 
an entity conceptually comprising both conscious and unconscious components.  
Within this specific context it can be argued that the patient‟s state of mind moves 
between consciousness and forms of unconsciousness induced through 
anaesthesia. Through research into the writings of the psychoanalyst Carl Jung, I 
began to develop a greater understanding of the concepts surrounding the 
conscious and unconscious mind in relation to the development of consciousness 
as well as to the integration of opposites.  It will be from this understanding of a 
dynamic process within the mind itself that I will attempt to develop visual signifiers 
of paradox in order to give expression to symbols that reflect synthesis and so 
indicate the psychological journey towards integration and individuation.  
1.1 Aim of Proposed Studio Work/Installation 
 
The first aim of this proposed research will be to visually present, in an installation 
of artworks, a personal interpretation of paradox, and its relationship to the 
symbolic processes that lead towards synthesis. My intention is to construct - in 
the form of a wounding/healing motif, an image of duality, that when visually 
apprehended, will prompt a reading of paradox and its relationship to the 
symbolism of synthesis or integration.  
The internal processes of the healing of the psyche that engages with different 
aspects of consciousness are not easily visually discerned. However, I propose, 
that the physical wound more readily confirms, in a visually apprehensible way, 
that an intentional process of healing has been initiated. My proposed research 
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and installation will attempt to utilize a physical wounding/healing motif as a 
visually inscriptive surface, positioning it as a symbol that by its very nature 
expresses a paradox operating on a physical as well as a psychological level. The 
researcher of comparative religions, Mercea Eliade, comments that, “the most 
important function of … symbolism … is its capacity for expressing paradoxical 
situations or certain patterns of ultimate reality that can be expressed in no other 
way” (Eliade 1962: 205). According to Jung (Sabini 2002: 82), the psyche 
understood as a phenomenon occurring in living bodies, is a quality of matter, just 
as our bodies are matter; however this matter has another aspect, a psychic 
aspect, a world seen from within. In giving visual form to the wounding/healing 
motif I intend to position this paradoxical symbol as analogous to these invisible, 
metaphysical processes that initiate synthesis, and prompt the ongoing 
psychological journey towards integration and individuation. 
I propose to develop a range of membranous skin-like elements from the growing 
of organic symbionts. I will explore the „skins‟ as a potential link to the physical 
wounding/healing motif while investigating the various ways in which such skins 
can serve as a metaphor for a hypothetical rupture of the barrier or skin between 
the conscious and unconscious mind. As I propose to create and use other 
elements, including found objects in the installation, I will need to investigate how 
these elements and the installation site might be manipulated so as to augment 
the potential reading of the skin-like replicas. Experimentation with the use of 
lighting and its relationship to the spatial dynamics within the installation will be a 
critical component in the integration of the visual elements. Through the 
conceptual „feeling‟ of the installation space and the appropriate visual rendering 
of paradoxical elements, it is envisaged that an intuitive awareness of the 
relationship that paradox plays in reflecting the processes of synthesis or 
integration might be evoked.  
1.2 Aim of proposed Dissertation 
 
In the process of identifying an artist whose works I could research to broaden and 
potentially validate my own understanding of paradox in relationship to the visual 
symbolism of synthesis, I selected the artist Eva Hesse whose images visually 
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explore paradox. Although not explicit in Hesse‟s work, critical studies on her 
oeuvre are permeated by readings and commentary of „woundedness‟. In 
supporting the particular perspective of the art critic Anne Middleton Wagner 
however, I propose to argue that because she displayed conscious awareness of 
what she was creating; „woundedness‟ is only a very limited reading of her work.  
According to Wagner, Hesse had awareness of her own processes and the 
rationale behind the creation of particular visual statements and that her work is 
therefore suggestive of union rather than disunion, function rather than dysfunction 
(Wagner 1996:233). From these interpretations I propose to establish a link 
between Hesse‟s visual symbolism, the Jungian literature on the conscious and 
unconscious mind and the relationship that paradox plays in the metaphysical 
process of synthesis. This link will constitute the basis for a dialogue that will form 
a counterpoint to my own creative processes of finding visual equivalents that refer 
to paradox. 
2. Research Questions 
 
 Can an exploration of paradox as expressed in specific works by the artist 
Eva Hesse support a Jungian reading of the symbol and its relationship to 
paradox and synthesis?   
 
 Can these research findings refine my own understanding of paradox and 
its relationship to synthesis and assist in the development of symbols 
appropriate to a wounding/healing motif for an installation of artworks? 
 
Sub questions 
 
 How does Jung describe the symbol and its relationship to paradox with 
particular reference to the conscious and unconscious mind? 
 
 Will it be possible from research into these related Jungian theories to 
position the work of Eva Hesse as descriptive of paradox and therefore 
reflective of the processes of synthesis? 
 
 How might these readings of the artworks of Eva Hesse, through the filter of 
the Jungian literature be usefully applied in my own studio processes so as 
to give personal visual expression to wounding/healing as a paradoxical 
motif of synthesis? 
 
3. Delimitations 
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      This research will be limited to: 
 
 The Jungian description of the conscious as well as the unconscious mind 
in relationship to the dynamic processes of synthesis (or integration). 
 
 The Jungian understanding and description of the symbol in relationship to 
paradox and synthesis.  This will include some references to Jung‟s writings 
on hermetic philosophy that where appropriate, might specifically inform the 
studio processes.  
 
 The discussion of Eva Hesse‟s work will be limited to the major period of 
her oeuvre from 1965 – 1970. 
 
4. Literature Review 
 
Three main categories of investigation were established, namely the theories of 
Carl Jung that deal specifically with notions of integration between the 
consciousness and unconscious mind and how this can be related to paradox; the 
works of the artist Eva Hesse that visually explore paradox and a third category 
that deals with how this information might be apprehended and reconfigured to 
inform my own studio processes.   
The first category deals with Jung‟s theory of mind (or psyche), as an entity 
composed of a conscious and unconscious aspect.  This psychic duality underpins 
his framework on the workings of the human psyche.  Consciousness is a dual 
realm.  “Division, he argues, is . . . „true within the sphere of consciousness‟ - as a 
necessary condition of thought. Logic implies that we cannot envisage the 
opposites in their oneness.  This however is by no means so for the unconscious 
mind, the contents of which are without exception paradoxical” (Jung, 1959: 230). 
Marie-Louise von Franz, a Jungian commentator, states that Jung‟s writings, 
“[give] full justice to the paradoxes of the unconscious” (von Franz, 1980: 156). 
The conscious/unconscious opposites are fundamental aspects to the integrative 
dynamic of the psyche.  In addition to his writings on the dynamic opposites of the 
conscious/unconscious psyche, Jung also defines four basic orientating functions 
of conscious orientation i.e. thinking, feeling, intuition and sensation through which 
we are consciously orientated to our life world.  Thinking (masculine association), 
and feeling (feminine association) are again dynamic opposite functions of 
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conscious orientation.  In his work Psychological Types alternatively known as The 
Psychology of Individuation Jung explores the ongoing processes of integration 
and individuation and how the thinking and feeling functions of conscious 
orientation are linked to this process. Thinking apprehends the world through 
logical inferences; feeling apprehends the world through evaluations of pleasure or 
pain and it is this specific „feeling‟ aspect and its relationship to integration that I 
will investigate as an essential component in the development of symbols of 
synthesis that also reflect the ongoing process of integration and individuation.   
Jung‟s writings on Hermetic philosophy and alchemical processes will augment my 
research as well as inform my studio work in relationship to the processes of 
transformation which relate as much to matter as to the human psyche. Jung 
regarded the alchemical symbolism that he explored through hermetic philosophy 
as an unconscious a priori parallel process to the process of integration and 
individuation.   To this end Jung‟s works, Psychology and Alchemy, Alchemical 
Studies and Mysterium Coniuntionis will be of great assistance.   While these 
works do not deal directly with theories of consciousness, they do speak to the 
processes involved in the development of the symbolic language that underlies the 
intuitive process.  An understanding of this symbolic process will lend invaluable 
assistance in the development of personal, contemporary, visual equivalents.  
According to Jung (2004: 53) “The psychological mechanism that transforms 
energy is the symbol”.  Jung‟s Symbols of Transformation, Man and his Symbols, 
Psychology of the Unconscious, and other relevant commentaries on the symbol 
will underpin my research into the symbol and its relationship to paradox.  Jung 
designates a symbol that converts energy „a libido analogue‟ and regards the 
transformation of libido through the symbol as a process that has been going on 
ever since the beginning of humanity.  Symbols are not consciously devised but 
produced by the unconscious by way of revelation or intuition (Jung, 2004: 56, 
57&60).  Commentaries on Jung‟s theories will be added by the Jungian scholars, 
Yolandi Jacobi, Marie-Louise von Franz, Lawrence Jaffe and Anthony Storr. 
The second category is a critical overview of the relevant commentaries and 
theories available on the work of the artist Eva Hesse and the milieu in which she 
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worked.  This series of readings will look at Jung‟s theories of consciousness and 
attempt to position Hesse‟s personal journal entries as first hand records of 
conscious processes.  These entries will potentially provide a means through 
which Jung‟s theories may be further validated. The critical assessment of her 
imagery by critics such as Elizabeth Sussman, Anne Middleton Wagner, Lesley 
Baier and Lucy Lippard, which make reference either directly or indirectly to the 
processes of synthesis, will add to the proposed validation of Jung‟s theories in 
relationship to the work of Eva Hesse.  In researching the milieu in which Hesse 
worked, most critics position her within the Minimalist movement. The art critic 
Donald Kuspit (http://www.artnet.com/magazineneus/features/kuspit/kuspit 7-14-
06.asp), in reference to artists working on what he regards as, opposites sides of 
the great divide of „60‟s art, comments that for artists such as Judd, Stella, and 
Warhol, the work of art is the “specific object”.  The art of Smithson, Beuys and 
Hesse, however is rather the expressive by-product of a “therapeutic process”.  It 
is this therapeutic process that I propose to further explore through Hesse‟s 
artworks and journal entries.    
Anne Middleton Wagner (1996: 229,233,234) in her work, Three Artists (three 
women). Modernism and the art of Hesse, Krasner and O’Keeffe believes that 
Hesse had conscious awareness of her own process and of why she was creating 
particular visual statements.  Wagner regards Hesse‟s works as suggestive of 
union rather than disunion.  In terms of Hesse‟s written focus Wagner argues, that 
from Hesse‟s journals it can be discerned that she almost never shifts from herself 
as the centre of her perceptions and that when she returned to her journal entries, 
Hesse sought in them her record of responses and resolutions to her thought 
processes.  Wagner regards Hesse‟s journal entries as evidence of the difficult 
emotions that  Hesse experienced in her life, yet does not regard these entries as 
imaging the „self‟ of Hesse but rather how they reflect her own dynamic, creative 
process towards synthesis. These and other sometimes conflicting theories will 
form the basis for a dialogue through which I will attempt to position Hesse‟s 
artwork as reflective of her participation in the ongoing psychological journey 
towards integration and individuation.  
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The third category will support my studio work/installations (creative outputs).  
Texts relating to the various interpretations of symbols with particular reference to 
the visual will be investigated.  Amongst others, The Hermetic Museum: Alchemy 
and Mysticism, Tresidder’s and Cirlots dictionary of symbols, as well as artworks 
that explore alchemical symbolism as well as other symbolism will be of significant 
assistance in the development of visual equivalents for the proposed installation. 
The Hermetic Museum: Alchemy and Mysticism is a work detailing the rich world 
of images that have been etched, since the beginning of time, into the memories of 
modern man, through the processes referred to by the author as “halls of Los”, or 
the prophet of the imagination (Roob, 1997: 8). The Jungian literature research 
especially Psychology and Alchemy as well as his works mentioned earlier in the 
literature review will also be of invaluable assistance in this process.  
The readings of the philosopher Susanne Langer‟s works such as Philosophy in a 
New Key, Feeling and Form and Philosophical Sketches, which deal in part with 
the idea that art is the creation of forms symbolic of human feeling, will further 
augment my understanding of how certain symbolic imagery can inform a 
psychological reading and how this understanding might assist me in terms of my 
own studio processes. 
The insights of Mercea Eliade who also comments on Jung‟s theories of 
consciousness will further assist my studio process.  In his work The Two and the 
One, he comments that … “the most important function of religious symbolism … 
is its capacity for expressing paradoxical situations” (Eliade, 1962: 205).   I intend 
to use the insights gained from these readings to inform the ideas that will 
influence the final configuration of the installation.  
5. Research Design: Methodology and Procedures 
 
The methodological approach for both the studio work and dissertation will be 
qualitative.  According to Mouton (Mouton, 1990: 204) “the qualitative paradigm is 
based on induction, holism and subjectivism”.  In using this paradigm as point of 
departure for my research I will attempt through both an exploration and analysis 
of the writings of Jung and various art theorists to contextualize the subject matter 
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under investigation in order to reach an informed understanding of some of the 
processes involved in the material realization of visual imagery.  
The dissertation will be structured around the motif of wounding/healing as 
paradox, in relationship to the symbolic process of synthesis or integration.  This 
motif will also be central to the experimentation that will occur in the studio 
processes.   
The approach to the first research sub-question will be one of reading and 
analyzing in order to more fully comprehend the symbol and its relationship to 
paradox. These readings will include the notion of complementary opposition and 
its relationship to the conscious and unconscious mind as described by Jung, as 
well as other relevant commentaries on his work in this regard.  Integral to this, will 
be the Jungian theory of conscious orientation and its relationship to the 
processes of synthesis, integration and individuation, with clear elaboration on 
how the symbol is linked to these theories. 
The second sub-question will involve an exploration and analysis of the literature 
available on Hesse‟s oeuvre as well as a detailed research into her journal entries. 
These investigations will be critical to the reading of specific artworks completed 
by Hesse in the years 1965 to 1970. Once evidence of the use of paradox in her 
work is established, I envisage being able to link such findings to the Jungian 
theories that speak of the symbol and it relationship to paradox and processes of 
synthesis.  
The third sub-question will embrace my own studio process.  Initially this process 
will involve a personal synthesizing of the literature findings on the artworks of 
Hesse as well as the relevant Jungian literature on the conscious and unconscious 
mind, the symbol and paradox. From this understanding I envisage constructing a 
personal visual analogy of paradox and its relationship to the processes of 
synthesis.  The most significant component in developing this analogy will be the 
growing and use of organic symbionts. Various key factors relating to the 
processes of developing the symbionts into source material will be investigated 
and established.  For example the development of methods of stabilizing the skins 
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once they have been removed from their solution, will include discussion with 
biologists and industrial chemists. How this material might further be manipulated 
to represent the concept of physical wounding/healing processes in relationship to 
human skin will require testing with a wide range of materials and procedures. I 
will also need to investigate such issues, as the shape that the symbiont conforms 
to when grown and how a specific shape might further augment a particular 
symbolic expression. 
The installation will be built around the interface between the skins and various 
created and appropriated objects. The lighting processes and how this might 
impact on the final configuration and conceptual „feel‟ of the installation 
environment will also be a consideration. 
